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ABSTRACT 


As a science of music, musicology exists at the cross-points of at least two paradoxes. The first one 
presents it in an opposition between the scientific method (the German term Lehre - science, teaching) 
and the artistic consequences of composition and performance. In this case, captatio (meaning 
translatio) is hardly at all benevolentiae, involving instead several mediation steps with an obvious 
distortion effect. But the problem of translation as “betrayal” is revealed in all its magnitude only by 
the second paradox: the (notional-discursive) philological substance of musicology in a blatant 
opposition to the sonic, acoustic and ontological substance of music as an (imaginative-intuitive and 
objective) act. In other words, a rational method focused on the understanding and 
notional-discursive explicitation of the unrepresentable. The third and last paradox would refer to 
the necessary legitimacy of musicology as the only possibility for a rational and implicitly 
value-based understanding and assumption of music as an identitary-cultural fact. An ultimate 
attempt towards the scientific validation of the artistic. 
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0. In contrast to the art of composition or performance, musicology presents itself 
as a science and could therefore be considered as a tool for acquiring knowledge in musical 
art. A first methodological “conflict” already emerges here from the clash between two 
divergent paths in terms of substance, or two heterogeneous fields in terms of method of 
thinking — the artistic, which is by definition intuitive, imaginative and therefore intensely 
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generative and the scientific, which is by definition rational, analytical and therefore 
deconstructive. At the same time, while composition, for example, can be learned 
according to the scientific-didactic method, by assimilating fundamental disciplines such as 
harmony, counterpoint, musical forms or orchestration, what cannot be learned is the 
enthusiasm and the imaginative energy that trigger the act of creation, and which pertain 
exclusively to the creative-artistic process. 

Thus, musicology can be considered to be a science insofar as it functions as a 
method of acquiring knowledge only by resorting to the totality of objective data (tangible 
— musical scores or notional texts) related to musical thought and practice, for which it 
formulates, in turn, taxonomies and conceptual-normative descriptions. Moreover, in close 
liaison with the task of normative assessment, musicology also deals with value 
assessment, with both normative and value assessment acting as tools for the taxonomic 
classification and the historical-chronological contextualization of musical thought and 
practice. Similarly, musicology can apply both techniques — systematic and historical — to 
itself, for the purpose of self-representation and critical self-assessment. 

In other words, compared to the art of composition or performance, musicology is 
a science insofar as the first two are not and never could be. In the long run, the term 
musicology is a word, albeit one that designates the third and last element of an organic 
ensemble whereby the articulation of musical thought reaches its ultimate form and which 
incorporates the following components: the composer as a generative element, the 
performer as a reiterative element of preservation and perpetuation, and the musicologist 
as an analytical and normative/value-based element, the depositary and conscience of the 
whole ensemble. Only thus do these three elements, and particularly the first two, become 
able to know one another, which otherwise would be simply impossible. 


1. Typological description of the activity as an academic discipline and science: 


We will begin our text by doing exactly what the American musicologist Leonard 
B. Meyer did in the opening of his book entitled Style and Music. That is, we will start with 
a definition, but, obviously, not a definition of style, but one of musicology. 


Definition: By musicology we understand the science whose object of study 
consists of all the sonic phenomena accepted as cultural facts. While music is 
viewed as a specific form of practising culture, musicology can be defined as a 
science of the rules and laws of musical-cultural thought and practice. 


For example, the “singing” of birds, the roar of a plant, or the characteristic sound 
of an engine are sonic phenomena that act as signalling systems (for intentions, identity, 
presence, behaviour or spatial localization). The “singing” of birds falls within the scope of 
both ornithology and ethology, that latter of which also deals with the “singing” of whales 
or elephants. In a second sense, tribal ritual music or any other type of musical 
manifestation that does not comply with the European aesthetic standards (non-artistic 
and non-aesthetic act), serving instead as objects of study for cultural anthropology and 
ethnography, cannot be considered as artistic in the European understanding of the term. 
Particularly relevant in this case is Claude Debussy's reaction to the sounds of the Balinese 
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gamelan, which he perceives as music in the sense of a sonic phenomenon/material that 
can qualify as an artistic fact. 

However, as a cultural fact, the acoustic signals of birds are translated as singing 
by the human ear and, as such, are incorporated in the works of Olivier Messiaen, just as 
the sonic image of the plant or engine is used in the works of Alexander Mosolov and 
Arthur Honegger, respectively. A good example of translation of the sonic phenomenon 
into a cultural fact can be found in Pierre Schaeffer's works and in the concept of concrete 
music. 


2. Required comments: from a (natural and spontaneous) ambient fact to a (cultural, 
rational, scientific) musicological fact 


Comment 1: the transfer is made from the sonic phenomenon to the cultural fact, 
from ontological to hermeneutical, from manifestation to text. 

Comment 2: in a more restricted sense, already inside the cultural field of musical 
art, the transfer is effected from the (musical-artistic, cultural) sonic phenomenality to the 
written-notional objectuality of the text (as an already musicological fact). 

Comment 3: the musicological approach is essentially critical-analytical, a principle 
that defines the consistency of the musicological discourse as a literary-descriptive object. 

Comment 4: by text we understand both the articulated sonic discourse notated as 
a score, and the sonic manifestations formulated as an act in all the possible forms that fall 
within the definition of a cultural fact. These two forms are “textual” forms and represent 
the object of study of musicology, in their quality as objective evidence of musical thought 
— solid in their material objectivity and thus capable of being analysed and systematized. 

Comment 5: the transfer from act to text implies an explainable “distortion” 
through the transfer from sound to image (letters, words and text in general), and entails a 
decrease in consistency and relevance, as well as a relativization of meanings 
(hermeneutics) by virtue of the radical difference in their status as phenomena. The two 
images — sonic-phenomenal and textual, notional-descriptive — are not reducible to each 
other (non-reversible), with their relationship working only in one direction -, i.e. from the 
sonic phenomenon to the notional-literary text. 

Comment 6: As a conception, the science of musicology appears as a double 
paradox: 

6.1. Paradox 1: as a discourse, musicology essentially represents a notional 
discourse whose function is the analytical interpretation of a sonic material. This 
paradoxical situation triggers the intention to create a gateway between two otherwise 
irreconcilable ontologies: the sonic phenomenality and the notional-written textuality. 
Musicology can therefore be considered as a philological discipline that is hermeneutically 
focused on explaining the musical act, with all the consequences that analysable 
documents may entail. 


1 “Repertories are determined by performers, canons by critics - who are by preference musicians, but by 
definition literary men or at least effective writers about music. Literary models lie close at hand for the 
categories that music critics have to manipulate.”, Joseph Kerman, A Few Canonic Variations, in: Critical Inquiry, 
Vol. 10, No. 1, Canons (September 1983), p. 112. 
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6.2. Paradox 2: as a method, musicology turns out to be a composite discipline by 
virtue of its philological (notional) substance and of its intention to describe all the possible 
implications of the sonic phenomenon on cultural existence. Its written-notional form 
allows it to borrow from academic-scientific disciplines that are conceived in the same 
written-notional format. Thus, the musicological discourse needs to incorporate 
vocabularies and methods from several notional disciplines/sciences such as: philology 
(especially compared philology), psychology, pedagogy, sociology, philosophy, history, 
aesthetics, anthropology, ethnography, semiotics, aesthetics, rhetoric etc., since musicology 
itself deals with human knowledge, given that music is essentially made by humans, about 
humans and for humans. 


3. Typologies: 


a. Necessary distinctions: A distinction should be made between musicology as a 
research science, and, respectively, as an academic discipline or science of learning, between 
its status as a (cognitive) research practice and, respectively, its propaedeutic-formative 
status, concerned with the learning of elements, relationships, taxonomies, meanings and 
the practising thereof under controlled conditions. 


4. Typologies and evolutions: 


b. As a scientific-cultural fact, musicology was formulated in 1885 by Guido Adler 
(1855-1941) (accompanied by his associates Philipp Spitta (1841-1894) and Friedrich 
Chrysander (1826-1901)), from two types of complementary approaches: historical 
musicology and systematic musicology, with these two titles reflecting not so much the 
proper sense of the terms, but rather the systematizing sense of Adler's initiative. 

In like manner, Adler's moment (1885) could be regarded as a resumption, at a 
different level, of Alexander Baumgarten's moment (1714-1762) — 1750 -, the inventor of 
aesthetics as a science of logicized perceptions (sensations). What is important is this 
concern with the scientific classification — notional-discursive, logical-rational and 
analytical-descriptive — of a principle (the logicized sensations) or of an entire field of 
human thought and practice (the practice of music). 

b.1. In point of fact, musicology, as a science of music, was born as an attempt to 
scientifically formulate the image of the field of musical thought by borrowing its method 
from history (social group typologies, the concept of historical evolution and the principle 
of temporal and geographical periodization) and from biology (taxonomies, typologies 
and the principle of evolution). It is worth noting that musicology as a science draws its 
foundations from positivist philosophy (Auguste Comte), considered as a last stage in the 
development of human knowledge, after the religious and metaphysical ones. 
Thus, positivism serves as a unifying and synthesizing element for the methods of history 
and biology, given its empirical, critical-analytical approach to experience data. 

b.2. By following the historical branch of musicology, a proper history of 
musicology can be obtained, with all the evolutionary-historical and conceptual-systematic 
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implications. In this sense, one can speak of musicology as having two beginnings: the 
Guido Adler moment — with the conceptual formulation of a new science, and the 
Hugo Riemann (1849-1919) moment — with the methodological formulation of the 
academic discipline typologies or, in other words, with the reformulation of the 
composition-related disciplines into musicology-related ones: shifting the focus from the 
practical-utilitarian needs towards research, differentiation and theoretical advancement. 

b.2.1. Later, these two branches of musicology — historical and systematic, starting 
from Guido Adler's conception —- would yield an array of representative names for each 
type of orientation. For example, the representatives of the systematic branch include the 
American musicologist Charles Sieger (1886-1979), or the Slovenian Oskar Elschek 
(b. 1931), while the historical branch is best represented by the German musicologists 
Herman Abert (1871 -1927), Friedrich Blume (1893-1975), or Willi Apel (1893-1988). 
Both branches were treated by Walter Wiora (1906-1997) in: Historische und systematische 
Musikwissenschaft (Tutzing: Schneider, 1972), or in Metodologia muzicologiei (in the Library 
of the “Gheorghe Dima” Academy of Music, under the call number Ig). 

b.2.2. The evolution of musicology as a science implied a progressive 
differentiation and crystallization of new types of methodological approaches such as the 
analytical one, this time starting from Hugo Riemann's normative ideas. Some relevant 
examples in this respect are the analytical method — harmonic reduction — developed by 
the Austrian Heinrich Schenker (1868-1935), the theories of counterpoint proposed by the 
Russian Sergei Taneyev (1856-1915) and by the Danish Knud Jeppesen (1892-1974), or the 
three analytical writings of the Swiss Ernst Kurth (1886-1946) — the linear counterpoint in 
Bach's music, Romantic harmony and its crisis in Wagner's works and Bruckner's principles 
of symphonic forms. In radical opposition to Schenker's reductionist (exclusive) theory 
emerged the totalizing (inclusive) analytical theory developed by the Polish musicologist 
Jézef Chominski (1906-1994), who introduced the concept of sonoristics. 


5. Playing with history: exercises of inventing a past as a way to legitimize the present 


b.3. Musicology is an academic discipline and a science that was born with an 
already written history, and which, therefore, does not need evolutionary time to 
accumulate it. This could give rise to two interpretations: 

b.3.1. Musicology appears as the expression of a sufficient amount of historical and 
conceptual experience to allow it to be formulated as a field of knowledge having its own 
method, legitimized by the very consistency of the accumulations already achieved up to 
Adler's moment — 1885; 

b.3.2. Musicology is the expression of Guido Adler's systematizing deductions, the 
idea and concept of a new scientific field formulated through transfer and synthesis, 
inventing its own history in order to assert its legitimacy in the context of the present; 

b.4. It operates with the self-referential and therefore weak argument of similarity, 
according to which Pythagoras could be a practical musician as well as a theoretical 
musician, Plato - also an aesthetician, along with Boethius and Martianus Capella, 
while Adler's conception shares a legitimizing similarity in Ancient Greece, with Aristides 
Quintilianus's system. 
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b.5. This process of transfer and adaptation was continued with the projection of 
the conceptions stated in the present, onto the past (for example, in Adler's present and 
then, one by one, in Riemann's, Schenker's, Kurth's, Asafiev's or Rosen's and Bukofzer's). 
The intention is twofold: of legitimization through the discovery of confirmations of the 
present in the past, and hence the building of a legitimizing genealogy or lineage that 
would provide historical solidity and value consistency to, for example, the four modern 
inventions — rhetoric, aesthetics, hermeneutics and musical semiology. It is obvious that in 
order to prove their legitimacy in the new and utterly different field of application — the 
field of musical thought and practice — these four “sciences” would have no other 
arguments than to bring evidence from their field of origin — the linguistic-philological 
thought and practice. Equally obvious is that given its heterogeneity towards music due to 
its linguistic nature and speculative-comparative method, in the new field of application, 
all these four sciences can only be considered as weak forms in terms of their analytical 
potential. 

b.5.1. Thus, for example, in Greek Antiquity, the polarization between Pythagoras 
and Plato is commonly used to differentiate between the mystical-numerical and the 
philosophical-speculative acoustic approach, including the aesthetic or sociological 
consequences, although in fact it is Aristoxenos of Taranto's work that should actually 
be regarded as “musicological”, as it is conceptualized by Flora R. Levin in Greek Reflections 
on the Nature of Music (Cambridge/New York: Cambridge University Press, 2009) or 
Mitzi DeWhitt in Aristoxenus’s Ghost: An Ancient Metaphysical Mystery Solved (Bloomington: 
XLibris Corporation, 2004). 

b.5.2. Generally speaking, the theoretical musical thought of the Middle Ages 
should be regarded as a period of normative formulation of the foundations of modern 
musical thought and practice (different from the ancient one): the invention of notation 
(the system of pitch notation) — Guido d'Arezzo (991/992-1033) with his treatise Micrologus 
(1026), as well as the invention of durations by Johannes de Garlandia (1270-1320), author 
of De Mensurabili Musica (approx. 1250), Johannes de Muris (approx. 1290 — approx. 1355) 
with his Notitia artis musicae (1319-1321) or Ars contrapuncti secundum (after 1340), 
Franco from Cologne (active between the '50s and '60s of the fourteenth century) with his 
Ars cantus mensurabilis (approx. 1260), or Philippe de Vitry (1291-1361) with his Ars Nova 
(approx. 1320)!. 

b.5.3. In turn, musical Renaissance continued the normative effort of the medieval 
theorists through treatises focusing on the modal organization of the sound material — 
Heinrich Glarean (1488-1563) with Dodecacordon, Gioseffo Zarlino (1517-1590) with 
Le istitutioni harmoniche (1558) and Dimonstrationi harmoniche (1571), but also on the art of 
composition -— Johannes Tinctoris (1435-1511) with Liber de arte contrapuncti, 
Nicola Vicentino (1511-1575) with L’antica musica ridotta alla moderna prattica —, or through 
synthetic treatises — Franchinus Gaffurius (1451-1522) with Practica musicae (1896), or 
Vincenzo Galilei (1520-1591) with an incipient study of acoustics in the modern 
understanding of the term. Galilei became famous also because of his dispute with Zarlino 
(in his work Dialogo, written in 1581), which was followed by another dispute between 
Giovanni Artusi (1540-1613), with his work Delle imperfettioni della musica moderna (1600) 


1 See Sarah Fuller, A Phantom Treatise of the Fourteenth Century? The Ars Nova, in: The Journal of Musicology 4, 
No. 1 (Winter 1985-86): pp. 23-50. 
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and Claudio Monteverdi (1567-1643), with his Avvertimenti to the fifth book of Madrigals 
(1605), with both “clashes” serving the process of conceptual transition from Renaissance 
to Baroque music. 

This evolution through a continuous critical self-reinvention — the practice of 
disputes with a strong re-canonization focus — can be considered as an axial genealogy of 
musicology, one that is parallel with the critical self-reinvention of the arts of composition 
and performance. 


6. The expansion of musicology: typological multiplication as an affirmation of the 
evolutionary potential 


b.6. After the historical, systematic and analytical orientations, the fourth method 
would refer to music criticism. This method in its modern sense owes a lot to both the 
Frenchman Francois-Joseph Fétis and the Austrian Eduard Hanslick. The latter is 
renowned for his important aesthetic work — Vom Musikalisch-Schonen (On the Beautiful in 
Music), suggesting both an openness to the future method of musical hermeneutics, and a 
threefold unity between criticism, aesthetics and musical hermeneutics as methods 
emerging from the same methodological core of the (notional-discursive) explanation of 
the meanings of the musical phenomenon. 

In the modern sense, the cultivation of this method of music criticism as a 
professional activity could start with the works of E. T. A. Hoffmann (1776-1822) 
(starting with his famous review of the performance of Ludwig van Beethoven's Fifth 
Symphony), to continue with Hector Berlioz (1803-1869), Robert Schumann (1810-1856), 
Adolf Bernhard Marx (1795-1866), Franz Liszt (1811-1886), Richard Wagner (1813-1883), 
Alexander Serov (1820-1871), Hermann Larosh (1845-1904), Claude Debussy (1862-1918), 
Paul Bekker (1882-1937), Theodor W. Adorno (1903-1969) and up to our contemporaries 
Kyle Gann (b. 1955), or Alex Ross (b. 1968). 

b.7. Right after Adler's moment, who set a new objective and thus steered scientific 
thought in this direction, three more orientations or sub-fields of musicology emerged. 
The Austrian Erich Moritz von Hornbostel (1877-1935) stands as a defining character in the 
early development of ethnomusicology (with an evolutionary arc stretching, for example, 
through Constantin Brdiloiu (1893-1958) up to Bruno Nettl (b. 1930), the German Curt 
Sachs (1881-1959) (together with Hornbostel) is known as the founder of the science of 
musical instruments — organology, while Hermann Kretzschmar (1848-1924) is the author of 
musical hermeneutics, i.e. the science of interpretation of the musical act and works, 
fruitfully continued in the writings of Lawrence Kramer (b. 1946), an American 
musicologist associated with the New Musicology. 

c. As a science of the sonic cultural facts, musicology exists as a companion and 
therefore secondary field to the manifest, phenomenal artistic field, which it researches 
and interprets. In reality, we are speaking of a two-part construct: of learning and of 
practising (of scientific-musicological research-interpretation). The second phase refers to 
the possibility to formulate the image and meanings through several “conceptual 
modelling scenarios” (see in this regard: Oleg Garaz, Exercitii de muzicologie, Cluj-Napoca: 
MediaMusica, 2014, Introduction to Part 2). 
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c.1. It is worth noting that until 1885, a number of disciplines such as counterpoint, 
harmony, musical forms and orchestration were defined as disciplines of the science 
(and art) of composition, with no association to musicology. 

c.2. Such was also the case with the theory of aesthetics (Baumgarten, 1750), which 
was not conceived as music-oriented. This series also includes other sciences that can be 
adapted to music, such as psychology, sociology, anthropology, ethnography and 
semiotics. 

c.3. In contrast, acoustics presents itself as a genuine musicological science, dating 
back to Pythagoras’ experiments (the 6th century BCE), hence the sub-fields of musical 
psychology such as (musical) reception and especially the research methodology for 
(musical) hearing. 

d. The two constituent groups of musicology — historical and systematic — are 
animated and brought together by the criterion of the conceptual-analytical approach -— 
operating as a synthetic, systematic-historical form, but also as a practical from, of 
application of the content of the first two. 

d.1. We are speaking here of a consensual musicological-conceptual reference 
system that includes all the concepts related to the basic forms of musical thought and 
practice: the hexamorphic system, from the concept of musical sound to the concept of 
canon (see in this regard Oleg Garaz, Genurile muzicii: ideea unei antropologii arhetipale, 
Bucharest: Eikon, 2016, Part 2). 


7. Weak methodological alternatives as a legacy of Renaissance humanism 


e. Also dating back to the end of the Renaissance is an event that could rightly be 
considered as pivotal even for the birth of musicology as a philological science. The event 
in question sprung from the idea put forth by Giulio del Bene, a member of the 
Accademia degli Alterati in Florence, who in 1856 proposed transferring music from the 
quadrivium of the numerical-cosmological disciplines to the trivium of the philological 
disciplines. That in itself can be viewed as a reversal, in terms of perception and mentality, 
of the entire imaginary that up to the Renaissance had evolved without any conceptual 
breaks, crises or revolutions!. This conceptual “coup” can be considered to have brought 
about the birth of the musical work and of the possibility of implementing the concept 
of style in musical thought, an area that until then had been inaccessible to the 
philological-linguistic arts. 

e.1. As in the case of the four parameters of the musical sound?, the emergence and 
establishment of the philological sciences in the field of musical thought and practice 


1 “Giulio del Bene said as much in 1586 when he gave a speech to another Camerata in Florence, the 
Accademia degli Alterati, proposing that music should be transferred from the quadrivium to the trivium, that is, 
from the immutable structure of the medieval cosmos to the linguistic relativity of rhetoric, grammar and 
dialectics. In the trivium, music becomes human and can be made infinitely malleable by the power or rhetorical 
persuasion.” in: Daniel K. L. Chua, Absolute Music and The Construction of Meaning, Cambridge/New-York/Port 
Melbourne, Cambridge University Press, 1999, pp. 34-35. 

2? As a consensual construct, the concept of musical sound is based on four parameters — pitch, duration, intensity 
and timbre. This sequence reflects the historical order in which the qualities of the musical sound were 
invented. The development of a precise pitch notation can be credited to Guido d'Arezzo, the conceptualization 
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underwent four stages. A first stage was the implementation of the science of rhetoric into 
the field of musical thought, and, as a companion process, the possibility of formulating 
the musical acceptation of style. This openness to “grafting” rhetoric onto music, with 
human affects and their musical realization serving as mediator and goal, also became 
possible with the help of the concept of seconda prattica formulated by Monteverdi. 
A pivotal moment could be the publication of Nuove musiche (1602) by Giulio Caccini 
(1551-1618), whose relevance lies in the author's analytical approach to the rhetorical sense 
of ornamentation in Girolamo Frescobaldi's music (1583-1643). However, the credit for 
paving the way to the greatest heights of rhetoric achieved in the music of 
Johann Sebastian Bach (1685-1750) can be attributed to Johann Mattheson's treatise 
Der volkommene Kapellmeister (1739), which, as a referential priority, inevitably invokes 
Marcus Fabius Quintilianus (33-100 CE) with his treatise Institutio Oratoria 
(published around 95 CE), Marcus Tullius Cicero (106-43 BCE) with De Inventione 
(84 BCE), or the treatise Rhetorica ad Herennium (88 BCE), attributed to Cicero. 

e.2. A second step along the already trodden path of “infusing” rhetoric into music 
occurred in the very year of Bach's death — 1750 -, when Alexander Gottlieb Baumgarten 
(1714-1762) published his treatise Aesthetica. As in the case of rhetoric, the process of 
adapting the etymology of the Greek word aisthesis (senses) required a deformation in 
order for it to concord with the contemporary understanding of sense of beauty and with a 
possible deviant form of taste for beauty. The vehement reaction of Immanuel Kant 
(1724-1804) — Baumgarten's aesthetics could never contain objective rules, laws, or 
principles — is adequately reflected in his third critique — Critique of the Power of Judgement 
(1790). The famous book of the Viennese music critic Eduard Hanslick (1825-1904), entitled 
Vom Musikalisch-Schoénen (1854), could also be regarded as a tardy and overtly 
anti-Baumgarten and anti-aesthetic reaction, a speculative relativization of the role that 
emotions would allegedly play in music. 

e.3. The third step was taken by August Ferdinand Hermann Kretzschmar 
(1848-1924) through the invention of musical hermeneutics. After becoming famous with 
his concert guide — Fiihrer durch den Konzertsaal (1887-'90) -, he entered the history of 
musicology with the book entitled Neue Anregungen zur Forderung der musikalischen 
Hermeneutik (New Suggestions for the Promotion of Musical Hermeneutics, 1905). 
What stands out from these two works — the guide and the monograph — is the focus on 
the speculative “interpretation” of the musical composition, as well as the importance of its 
cultural-historical classification for a better (public) understanding. As in the first two 
cases, the new theory found a ruthless adversary in the person of the German musicologist 
August Halm (1869-1929), but also followers such as Alfred Lorenz (1868-1939), the author 
of four analytical books on Wagner's works (Das Geheimnis der Form bei Richard Wagner), 
who was discredited for his sympathies towards the Nazi regime. This method of musical 
hermeneutics could be considered as a methodological prototype for the (ideologically and 
aesthetically) post-modern contemporary orientation New Musicology (Joseph Kerman, 


of durations was articulated during the thirteenth and fourteenth centuries through the joint effort of several 
theoreticians, the initially “terraced” (Baroque) intensity was developed through the invention of crescendo and 
diminuendo in the works of the Mannheim School, while the focus on timbre dates from the second half of the 
Romantic nineteenth century, with a continuation in Debussy's works and with a series of consequences 
stretching between the bruitist and the sonoristic perspectives. 
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Susan McClary, Rose Rosengard Subotnick, Daniel Leech-Wilkinson, Gary Tomlinson, 
Lawrence Kramer), with a propensity for the speculative-comparative method and for 
cultural studies related to post-modern concerns such as feminism, sexual minorities, 
post-colonialism or post structuralism. 

e.4. A final step was already taken at the beginning of postmodernity through the 
invention of musical semiotics as a science dealing with the exploration of the 
(suggestive, narrative) meaning potential of the symbols involved in the equation of a 
(musical, notional, visual etc.) text. Starting with Charles Sanders Peirce (1839-1914) and 
Ferdinand de Saussure (1857-1913) — both regarded as the founders of semiotics — and up 
to Roland Barthes (1915-1980), Algirdas Julien Greimas (1917-1992), Yuri Lotman 
(1922-1993) and Umberto Eco (1932-2016), this area of scientific knowledge has presented 
itself — like the three previous ones: rhetoric, aesthetics and hermeneutics - as a 
philological science in terms of its essence, and as a speculative-interpretive one in terms 
of its method. As a matter of fact, semiotics deals with the generative-connotative 
mechanisms that lead to the production of symbols in the process of meaning formation, 
but also with the social consensus on the invention of symbols and the assimilation of the 
connotations derived from this process of semantic attribution. But these two points of 
origin —linguistics (a notional-discursive science) and the comparative-speculative method 
— become even more visible when semiotics is removed from its original field linguistics — 
and applied, for example, to music. And then, even despite some already notable 
achievements made in the field of musical semiotics through ideas and monographs 
belonging to Kofi Agawu (b. 1956), professor at Princeton University, Jean-Jacques Nattiez 
(b. 1945), Anthony Newcomb (b. 1941), or Eero Tarasti (b. 1948), semiotics, along 
with rhetoric, aesthetics and hermeneutics, is presented as a weak analytical form 
especially as in contemporary thought and practices there occurs a shift from notated music 
(from conventional to graphic) to performed music (without notation). 


8. Conclusion 


f. In the case of musicology, we essentially speak of a set of scenarios of 
conceptual-discursive modelling of the meanings of the musical discourse in terms of 
content!: the structural and expressive-suggestive aspects, or, more precisely, the culturally 
articulated sonic fact, including the compositional act, the performance act and the 
musicological act itself. In a second sense, besides the musicology applied to the act, 
we speak of the musicology applied to musical notation (the score), and next, of the 
possibility of a musicology focused on the pure act — performance -, in the absence of any 
documentary proof such as notation. Finally, there is the interpretation of the sources on 


1 By content we understand everything that is contained in a musical composition, both in terms of its 
structural-morphological aspects, and in terms of its suggestive-expressive ones. In other words, it would be 
about a complex dialectic of the mutual influence between the structural and suggestive constituents of a 
musical work which also function as attributes of the final sonic result. Thus, as Eduard Hanslick himself 
emphasized in his famous work Vom Musikalisch-Schénen (Leipzig: Rudolph Weigel, 1865), the content of music 
consists solely of all the notes/sounds that the composer employs in a work — the moving arabesques of sound. 
However, what cannot be denied with the same Hanslickian determination is the suggestive function of the 
intentional sonic material organized by the composer to create such a function. 
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the evolution of musical thought and practice: the typological diversity of the 
notional-written texts on music such as: (didactic) treatises, analytical-monographic works 
or manifestos (Arte dei rumori by Luigi Russo, or Music as a Gradual Process by Steve Reich), 
the study of other types of (non-scientific) texts reflecting the evolution of musical 
thought-memoirs, diaries, correspondence (for example, between Prokofiev and 
Shostakovich, or between Shostakovich and Britten), interviews and conversations 
(between Stravinsky and Robert Craft), or actual literary works (Jean-Christophe by 
Romain Rolland, Steppenwolf by Hermann Hesse, or Concert baroque by Alejo Carpentier). 
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